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Performance archives are never static or closed entities, even when 
WKH\�DSSHDU�WR�EH�DEDQGRQHG��IRUJRWWHQ��RU�HYHQ�UHYHUHG��$PRQJ�WKHLU�
PDQ\�SRWHQWLDO�UHVXVFLWDWLRQV��WKH\�FDQ�QRWDEO\�JHQHUDWH�UDZ�PDWHULDO�
IRU�QHZ�IRUPV�RI�DUW�ZRUNV�WKDW�PD\�EH�RULJLQDO�SDUWLFXODUO\�LQ�WKH�VHQVH�
WKDW�WKH\�RYHUWXUQ�WKH�YLVLEOH�IDFHWV�RI�IDPLOLDU�DUWHIDFWV�YLD�D�SURFHVV�
of oscillation, often through the interconnections of performance with 
other media. For such an upheaval to be perceived, the originating art 
work must also somehow still be present or remembered, in one form 
RU�DQRWKHU��,Q�UHFHQW�\HDUV��DUFKLYHV�RI�FRQWHPSRUDU\�SHUIRUPDQFH�FXO-
WXUHV�KDYH� LQFUHDVLQJO\�EHHQ�DPDOJDPDWHG�ZLWK�HOHPHQWV�IURP�PRY-
ing-image, photographic, digital-media and visual-arts cultures, often 
ZLWK�SURIRXQG�FRQVHTXHQFHV� IRU�SHUFHSWLRQV�RI� WKH� WHPSRUDO�� VSDWLDO�
and memorial dimensions of performance, along with its traces and 
UHVLGXHV��,Q�PDQ\�FDVHV��RULJLQDO�DUWHIDFWV�DQG�PDWHULDOV�IURP�SHUIRU-
PDQFH�KLVWRULHV�ZLOO�EH�WUDQVIRUPHG�E\�WKDW�SURFHVV��LQ�ZD\V�WKDW�UHYHDO�
XQIRUHVHHQ� GLPHQVLRQV� DQG� LQVLJKWV�� EXW� VXFK� VRXUFH�PDWHULDOV�PD\�
DOVR�EH�FRPSUHKHQVLYHO\�DQG�LQWHQWLRQDOO\�UHFRQ¿JXUHG��DQG�GLVWDQFHG�
IURP�WKHLU�LQLWLDO�IRUP��WR�WKH�SRLQW�RI�DEHUUDWLRQ�DQG�GLV¿JXUDWLRQ�

&DQ�WKH�GLV¿JXUHPHQW�RU�UHFRQ¿JXUDWLRQ�RI�DQ�DUFKLYH�RI�SHUIRU-
PDQFH�EH�FRQFHLYHG�RI�DV�D�SURFHVV�WKDW�DFWLYHO\�FUHDWHV�D�YLWDO�QHZ�
IRUP�RI�SHUIRUPDQFH��RU�D�ZRUN�RI�DUW"�$QG�LV�VXFK�D�SURFHVV�DOZD\V�
QHFHVVDULO\�RQH�WKDW�PXVW�RSHUDWH�VSDWLDOO\��GLUHFWHG�WRZDUGV�DQ�DXGL-
HQFH�RI�VSHFWDWRUV�WKDW�DFWLYHO\�ZLWQHVVHV�WKDW�SURFHVV�RI�GLV¿JXUHPHQW"�
7R�H[SORUH�WKRVH�TXHVWLRQV��,¶G�OLNH�WR�H[DPLQH�RQH�SDUWLFXODU�DVSHFW�
RI�DUFKLYDO�XSKHDYDO�LQ�LWV�ZLGHVW�VHQVH��VSHFL¿FDOO\�WKH�FRQWHPSRUDU\�
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reworking of archival performance materials and documents – as spec-
tacles within art-museum spaces.

,�ZLOO� IRFXV� HVSHFLDOO\� RQ� DQ� DUW� SURMHFW��Hijikata Twist�� E\� WKH�
SURPLQHQW�/RV�$QJHOHV�EDVHG�FRQWHPSRUDU\�DUWLVW��5LFKDUG�+DZNLQV��
ZKLFK�ZDV�H[KLELWHG�LQ������DW�WKH�7DWH�*DOOHU\�DUW�PXVHXP��LQ�/LY-
HUSRRO� LQ� WKH�8.��DQG�SUHYLRXVO\�� LQ�DQ�HDUOLHU� IRUP�� LQ������DW� WKH�
:KLWQH\�DUW�PXVHXP��LQ�1HZ�<RUN1. This project focuses on the work 
of the Japanese choreographer and performance-theorist Tatsumi Hi-
jikata, who instigated the celebrated performance-art form known as 
©DQNRNX�EXWRKª�±�WKH�©GDQFH�RI�XWWHU�GDUNQHVVª�±�LQ�7RN\R�DW�WKH�HQG�
of the 1950s, and developed his work across the 1960s and 1970s, 
EHIRUH�G\LQJ�LQ�������$V�ZLWK�PDQ\�RWKHU�FKRUHRJUDSKHUV��+LMLNDWD¶V�
ZRUN�OHIW�UHODWLYHO\�VSDUVH�WDQJLEOH�WUDFHV��RWKHU�WKDQ�¿OP�GRFXPHQWV�
DQG�FROODERUDWLRQV�ZLWK�H[SHULPHQWDO�¿OP�PDNHUV��%XW��IURP�WKH�VHF-
ond half of the 1960s, Hijikata also began working in the medium 
of the scrapbook – that is, accumulating ideas and plans for ongoing 
FKRUHRJUDSKLF�ZRUNV�E\�DVVHPEOLQJ�DQG�FROODJLQJ�D�UDQJH�RI�³VRXUFH�
materials” into his large-format scrapbooks’ pages, and then annotat-
ing them with texts, diagrams and drawings which he conceived of as 
FRXQWHUSDUWV� WR� WKH�VSHFL¿F�PRYHPHQWV�DQG�JHVWXUHV� WKDW�KH�ZDQWHG�
WR�VHH�UHDOL]HG�FRUSRUHDOO\�LQ�SHUIRUPDQFH��LQ�VXFK�ZRUNV�DV�KLV������
solo performance work Revolt of the Flesh. But those scrapbook texts 
were not direct counterparts to the gestures or movements of dance – 
+LMLNDWD¶V� WH[WV� DUH� RIWHQ�GHQVH�� SRHWLF�� WDQJHQWLDO�� DQG� IUDJPHQWDU\�
RQHV�±�DQG�DUH�DOVR�RYHU�OD\HUHG�XSRQ�RQH�DQRWKHU��LQ�WKH�FKDUDFWHULV-
WLF�ZD\�WKDW�D�SURFHVV�RI�FROODJLQJ�RSHUDWHV��E\�VXFFHVVLYH�DFFXPXOD-
tions, across time and space.

0DQ\�RI�WKH�LPDJHV�LQ�WKH�RULJLQDO�+LMLNDWD�VFUDSERRNV�DUH�LOOXVWUD-
WLRQV�ZKLFK�KH�KDG�FXW�RXW�IURP�-DSDQHVH�DUWV�PDJD]LQHV��RI�SDLQWLQJV�E\�
PLG�WZHQWLHWK�FHQWXU\�)UHQFK�DQG�*HUPDQ�DUWLVWV�VXFK�DV�+DQV�%HOOP-
HU��-HDQ�'XEXIIHW�DQG�+HQUL�0LFKDX[��DV�ZHOO�DV�ZRUNV�E\�3DEOR�3LFDVVR�
DQG��HVSHFLDOO\��)UDQFLV�%DFRQ��+LMLNDWD�SUHGRPLQDQWO\�XVHG�(XURSHDQ�
visual materials in his scrapbooks. Thirteen of Hijikata’s scrapbooks are 

1 7KLV� HVVD\� GUDZV� IURP� D� QXPEHU� RI� FRQYHUVDWLRQV� ZLWK� 5LFKDUG� +DZNLQV��
in Berlin in 2013, during his research in developing his Hijikata project. Hawkins’ 
H[KLELWLRQ�ZDV�SUHVHQWHG�DW� WKH�7DWH�0XVHXP�LQ�/LYHUSRRO�IURP����)HEUXDU\�WR����
0D\������
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FRQVHUYHG�LQ�WKH�DUFKLYH�RI�KLV�ZRUN�DW�WKH�.HLR�8QLYHUVLW\�$UW�&HQWHU�
LQ�7RN\R��0RUH� VFUDSERRNV�PD\�ZHOO� KDYH�EHHQ�PDGH�EHIRUH�EHLQJ�
lost or discarded, but those archived scrapbooks are those which have 
VXUYLYHG��$V�ZLWK�RWKHU�VFUDSERRNV�DVVHPEOHG�E\�DUWLVWV�RU�SHUIRUPHUV�
– for example, those of the photographic and moving-image innovator, 
(DGZHDUG�0X\EULGJH�±�+LMLNDWD¶V� VFUDSERRNV� IRUP�VHPLQDO�DUFKLYDO�
DUWHIDFWV�ZKLFK�UHDFKHG�WKHLU�GH¿QLWLYH�IRUP�DW�WKH�LQVWDQW�ZKHQ�WKHLU�
FUHDWRU�DI¿[HG�WKH�ODVW�LPDJH��RU�LQVFULEHG�WKH�¿QDO�WH[W��7KH\�ZHUH�QRW�
LQWHQGHG�IRU�SXEOLF�GLVSOD\�

Through the art project of Richard Hawkins, Hijikata Twist, a new 
set of scrapbooks were made, which work to emulate or to recreate 
+LMLNDWD¶V�RZQ�VFUDSERRNV��E\�D�SURFHVV� WKDW� LQWHUVHFWV�PDQXDO� WHFK-
QLTXHV� RI� FROODJLQJ� ZLWK� GLJLWDO� WHFKQLTXHV� RI� VLPXODWLRQ�� +DZNLQV�
VSHQW� VHYHUDO�PRQWKV� LQ� WKH�+LMLNDWD� DUFKLYH� LQ�7RN\R�� VWXG\LQJ� WKH�
original scrapbooks; he commissioned translations into English of the 
KDQG�LQVFULEHG� WH[WXDO� FRQWHQW� RI� WKH� VFUDSERRNV�� %XW� FUXFLDOO\�� WKH�
contents of those original scrapbooks are amended and “restaged” – 
Hawkins often chose his own contents of illustrations to incorporate, 
DQG� DOVR� LQVHUWHG� KLV� RZQ� WH[WV�� ZKLFK� FKDUDFWHULVWLFDOO\� HYRNH� KLV�
H[SHULHQFHV� LQ� WKH�JD\� VXEFXOWXUHV�RI�/RV�$QJHOHV��7KH� LQVHUWLRQ�RI�
QHZ�WH[W�UHTXLUHV�WKDW�+LMLNDWD¶V�RZQ�WH[WV�DUH�VXSSODQWHG�DQG�GHOHWHG��
$QG�WKH�QHZ�VFUDSERRNV�DUH�FRQFHLYHG�VSHFL¿FDOO\�WR�EH�H[KLELWHG�LQ�
VSDFH��DQG�VR�WR�KDYH�D�SXEOLF��SHUIRUPDWLYH�H[LVWHQFH�LQ�WKH�H\HV�RI�
DUW�PXVHXP�VSHFWDWRUV��1RWDEO\��LQ�DUW�JDOOHU\�H[KLELWLRQ�FRQWH[WV�VXFK�
DV�WKH�RQHV�,�PHQWLRQHG��WKH�7DWH�0XVHXP�RU�WKH�:KLWQH\�0XVHXP���
WKH�QHZ�VFUDSERRNV�DUH�H[KLELWHG�GLUHFWO\�DORQJVLGH�VHYHUDO�H[DPSOHV�
RI� WKH�RULJLQDO�+LMLNDWD�VFUDSERRNV�±�WKRVH�GRFXPHQWV�EHLQJ�WKHUHE\�
H[WUDFWHG� IURP� WKHLU� KDELWXDOO\� ³FORVHG´� DUFKLYDO� H[LVWHQFH� LQ�7RN\R�
– and also alongside the original art works that had inspired Hijikata 
LQ�WKH�����V��LQ�WKH�IRUP�RI�SDLQWLQJV�DQG�VFXOSWXUHV�E\�DUWLVWV�VXFK�DV�
Bacon and Bellmer. A complex tension is generated, between the con-
WHPSRUDU\�DFW�RI� VLPXODWLRQ��DSSURSULDWLRQ�DQG� IDEULFDWLRQ�±�DQG� WKH�
original aura and presence of the archival documents of performance. 
A further tension – or contradiction – emerges between the dimension 
in Hawkins’ work of a reverential, research-based process in recreating 
WKH�RULJLQDO�+LMLNDWD�ZRUNV��DQG�WKH�GHVLUH�VLPXOWDQHRXVO\�WR�DPHQG��WR�
subvert or to pervert them – in Hawkins’ own term in his exhibition’s 
title, to “twist” them.
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:K\�ZRXOG�VXFK�SHUIRUPDQFH�GRFXPHQWV�QHHG�WR�EH�UHFUHDWHG�RU�
VXEYHUWHG�LQ�WKH�¿UVW�SODFH��QRWDEO\�LQ�WKH�FRQWH[W�RI�DQ�DUW�SURMHFW�WR�EH�
exhibited for spectators in the spatial environment of an art-museum, 
and through a process that might be seen as combining performance 
and visual art? For Hawkins, the original artefacts of Hijikata’s scrap-
ERRNV� EHFRPH�� LQ� D�ZD\�� UHDFWLYDWHG� DQG� YLYL¿HG� ±� E\� WKHLU� SHUYHU-
VLRQ�RU�³WZLVWLQJ´�±�SUHFLVHO\�EHFDXVH�WKH\�WKHPVHOYHV�RULJLQDWHG�IURP�
such a process. In a conversation on his project, Hawkins commented: 
©:KDW�+LMLNDWD¶V�VFUDSERRNV�ZHUH�PHDQW�WR�GR��DV�,�HYHQWXDOO\�IRXQG�
RXW��ZDV�VRPHWKLQJ�TXLWH�DPD]LQJ��7DNH�3LFDVVR¶V�>SDLQWLQJ@�Guernica 
for example: Hijikata eviscerates the piece [in his scrapbook], ignoring 
the painter’s original intentions, cutting out the parts he likes, tossing 
>DZD\@�WKH�SDUWV�KH�GRHVQ¶W��DQG�PDNLQJ�D�VWRU\«�RI�D�SURVWLWXWH�VTXDW-
WLQJ�LQ�D�YHVWLEXOH�DQG�D�GHDG�EDE\�WKDW�ÀLHV�WKURXJK�WKH�DLUª�

This kind of tension that underpins Hawkins’ project on Hijikata’s 
scrapbooks – pitched between veneration and subversive appropriation 
±�LV�DUJXDEO\�DOVR�DQ�HVVHQWLDO��SHUYDVLYH�DVSHFW�RI�DOO�DUW�PXVHXP�H[-
KLELWLRQV�ZKLFK�GLVSOD\�WKH�UHVLGXHV�RI�SHUIRUPDQFH�FXOWXUHV�WKDW�KDYH�
HODSVHG�� DQG� WKHUHE\� EHFRPH� ³KLVWRULFDO´�� (VSHFLDOO\� IURP� WKH� ¿QDO�
GHFDGH� RI� WKH� WZHQWLHWK� FHQWXU\�� DUW�PXVHXPV� EHJDQ� WR� VWDJH� ODUJH�
scale exhibitions of what could be seen as the detrita of performance 
cultures; the formative model for such exhibitions was the one entitled 
©2XW�RI�$FWLRQV��%HWZHHQ�3HUIRUPDQFH�DQG� WKH�2EMHFWª�� FXUDWHG�E\�
3DXO�6FKLPPHO�DQG�H[KLELWHG�DW�DUW�PXVHXPV�LQ�/RV�$QJHOHV��7RN\R�
DQG�RWKHU�FLWLHV�LQ�������ZKLFK�DVVHPEOHG�WKH�WUDFHV�RI�PDQ\�ZRUNV�RI�
SHUIRUPDQFH�DUW��FKRUHRJUDSK\�DQG�LQWHUPHGLDO�WKHDWUH��VWDJHG�ZRUOG-
wide between 1945 and 1979 in such forms as performance scores, 
SODQV��FRVWXPHV��¿OPV��DQG�RWKHU�UHPQDQWV��,Q�PDQ\�FDVHV��WKH�ZRUNV�
documented in the exhibition had been conceived as being autonomous, 
DQG�WKHUHE\�UHVLVWDQW�WR�EHLQJ�DPDOJDPDWHG�ZLWK�RWKHU�SHUIRUPDQFHV��
7KH�DFW�RI�PHVKLQJ�DQG�FRPELQLQJ�WKRVH�ZRUNV¶�WUDFHV��E\�VHWWLQJ�WKHP�
LQWLPDWHO\�DORQJVLGH�RQH�DQRWKHU�LQ�WKH�DUW�PXVHXP�H[KLELWLRQ�VSDFH��
both contravened or “twisted” the original intentions of such works, 
EXW�VLPXOWDQHRXVO\�RSHQHG�RXW�WKRVH�LQWHQWLRQV��DQG�UHYHDOHG�LQWHUFRQ-
QHFWLRQV� EHWZHHQ� SHUIRUPDQFH�ZRUNV� IURP� RVWHQVLEO\� GLVSDUDWH� FXO-
WXUHV�DQG�ZD\V�RI�ZRUNLQJ�� ,Q� VSDWLDO� WHUPV�� VXFK�DPDOJDPDWLRQV�RI�
SHUIRUPDQFH�UHVLGXHV�PD\�DOVR�FRQVWLWXWH�H[SHULPHQWV�LQ�WKH�VWDWXV�RI�
WKH�DUFKLYH��,Q�WKDW�VHQVH��DOO�DUW�DOLJQHG�SURMHFWV�ZKLFK�UHFRQ¿JXUH�WKH�
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PHPRULHV�DQG�PDWHULDOV�RI�SDVW�SHUIRUPDQFH�DUH�VLPXOWDQHRXVO\�DFWL-
YDWLRQV�DQG�GLV¿JXUDWLRQV�

In the case of the particular performance materials at stake in Rich-
ard Hawkins’ restaging of Hijikata’s archive, that ambivalence between 
GLV¿JXUDWLRQ�DQG�UHVXVFLWDWLRQ�LV�HVSHFLDOO\�DFXWH��EHFDXVH�WKH�VFUDS-
ERRN� IRUPDW� LWVHOI� LV�RQH�ZKLFK� LV� DOZD\V� H[FHSWLRQDOO\� LQ�ÀX[�� DQG�
H[SRVHG� WR� WUDQVIRUPDWLRQ� RU� DPHQGPHQW��8VXDOO\�� D� VFUDSERRN� FDQ�
RQO\�HYHU�EH�VDLG�WR�EH�³¿QLVKHG´�DW�WKH�PRPHQW�RI�LWV�PDNHU¶V�GHDWK�
±�XQWLO�WKHQ��LW�FDQ�DOZD\V�EH�UH�RSHQHG��IRU�DQRWKHU�OD\HU�RI�LPDJHU\��
DQRWKHU�VWUDWXP�RI�WH[W��WR�EH�LQVHUWHG��7KLV�LV�VXUHO\�ZK\�VFUDSERRNV�
form a preferential medium for launching ideas into performances, 
LQWR�¿OPV�DQG�DUW�ZRUNV��DQG�ZK\�WKH\�KDYH�RIWHQ�EHHQ�SRVWKXPRXVO\�
preserved and also digitised, as with Hijikata’s scrapbooks, or those 
RI�0X\EULGJH�� RU� RI� WKH�%ULWLVK� H[SHULPHQWDO�¿OP�PDNHU�'HUHN� -DU-
PDQ��DPRQJ�PDQ\�RWKHUV��6FUDSERRNV�IRUP�D�PDOOHDEOH�DQG�YRODWLOH�
material for the transmission of ideas into spaces, whether spaces of 
SHUIRUPDQFH�RU�RI�SURMHFWLRQ��$OWKRXJK�D�VFUDSERRN�LV�XVXDOO\�DQ�LQWL-
PDWH��WDFWLOH�REMHFW�ZKLFK�D�SHUIRUPHU�KROGV�FORVH�WR�WKH�ERG\��LQ�UHOD-
WLYH�VHFUHF\��LW�FDQ�DOVR�EH�WUDQVIRUPHG��YLD�GLJLWLVDWLRQ��LQWR�DQ�REMHFW�
ZKLFK�PD\�WKHQ�EH�YLHZHG�SHUYDVLYHO\��LQ�WKH�IRUP�RI�D�GLJLWDO�DUFKLYH��
LPPHGLDWHO\��E\�DQ\RQH�ZKR�DFFHVVHV�LW�RQOLQH��,Q�WKDW�VHQVH��LW�RVFLO-
ODWHV�EHWZHHQ�LQWLPDWH�VHFUHF\�DQG�ZLGH�RSHQ�H[SRVXUH��LQFOXGLQJ�DQ�
openness towards its own appropriation, subversion, and deletion. One 
particular transformation which an archival scrapbook endures – in its 
GHSOR\PHQW�ZLWKLQ�WKH�SDUWLFXODU�DUW�PXVHXP�FRQWH[W�ZKLFK�LV�P\�IR-
FXV�KHUH�±�LV�WKDW�LW�PD\�EHFRPH�D�SUHVWLJLRXV�DUW�ZRUN��H[KLELWHG�DW�D�
prominent art museum such as the Tate, subject to economic valuation 
(as well as spectatorial engagement) – that is, in opposition to its pre-
vious status as the detrital residue of performance, often fortunate to 
have even been preserved at all, as in the case of Hijikata’s scrapbooks.

In Hijikata Twist�� WKH�SULPDU\�FXUDWRULDO�IRFXV�LV�XSRQ�+DZNLQV¶�
work, rather than that of Hijikata: the emphasis is on the project of the 
FRQWHPSRUDU\�DUWLVW�ZKR�KDV��LQ�WKH�WHUP�RI�%ROWHU�DQG�*UXVLQ��©UHPH-
GLDWHGª� D� SUHYLRXV� ERG\�RI�ZRUN�� WKURXJK� D� FRPELQDWLRQ� RI�PDQXDO�
FROODJLQJ�WHFKQLTXHV�DQG�GLJLWDO�LQWHUYHQWLRQV��7KH�RULJLQDO�ZRUN�VWLOO�
remains present in the exhibition space, in the form of several exam-
ples of Hijikata’s archived scrapbooks, but the pre-eminent spectacle 
is that of the intermedial process of transformation itself. A dissolution 
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or upending of hierarchies is at stake, between the original scrapbook 
and its simulation.

,Q�PDQ\�ZD\V��WKLV�SURFHVV�UHVRQDWHV�ZLWK�WKH�ZD\V�LQ�ZKLFK�WKH�
PHGLXP�RI�¿OP�PD\�VHUYH�WR�GRFXPHQW�D�SHUIRUPDQFH�EHIRUH�LW�HODSV-
es, but can also propel that performance into another arena of time and 
VSDFH��DQG�WKHUHE\�JHQHUDWH�DQ�HQWLUHO\�GLVWLQFW�VSHFWDWRULDO�H[SHULHQFH��
For example, the notorious mid-1960s performances of the Vienna Ac-
WLRQ�*URXS�DUWLVWV�ZHUH�DOPRVW�DOZD\V�VWDJHG�RQO\�RQFH��DQG�LQWHQWLRQ-
DOO\�OHIW�RQO\�QHJOLJLEOH�GRFXPHQWDWLRQ��RWKHU�WKDQ�LQ�WKH�PHGLXP�RI�WKH�
¿OPV�VKRW�RI�WKHP��QRWDEO\�E\�WKH�H[SHULPHQWDO�¿OP�PDNHU�.UHQ�.UHQ��
At the same time, Kren imposed his own particular set of intentions 
DQG�ZRUNLQJ�PHWKRGV�RQWR�WKRVH�¿OPLF�GRFXPHQWV�RI�SHUIRUPDQFH��HV-
SHFLDOO\�E\�HGLWLQJ�WKHP�LQ�VXFK�D�UDSLG�¿UH�DQG�GLVRUGHUHG�ZD\��ZLWK�
an excess of cuts, that the Action Group performers then perceived 
WKHLU�RULJLQDO�ZRUN�DV�KDYLQJ�EHHQ�GLV¿JXUHG�RU�WZLVWHG�LQ�D�QHJDWLYH�
sense, through a perversion of the habitual process of performance’s 
GRFXPHQWDWLRQ�±�ZLWK�WKH�UHVXOW�WKDW��DW�¿OP�SURMHFWLRQ�HYHQWV��YLROHQW�
GLVDJUHHPHQWV�EURNH�RXW�EHWZHHQ�SHUIRUPHU�DQG�¿OP�PDNHU�

$Q� HOHPHQW� RI� WKLV� FRQWHQWLRXV� SURFHVV� RI� DFWLYH� GLV¿JXUDWLRQ�
is also present in Hawkins’ project with the scrapbooks of Hijikata. 
$JDLQ��WKLV�UHODWHV�WR�WKH�DELOLW\�DFFRUGHG�WR�FRQWHPSRUDU\�DUW�WR�RSHU-
DWH�E\�PHDQV�RI�VLPXODWLRQ��DSSURSULDWLRQ��DQG�DEHUUDWLRQ��1RWDEO\��LQ�
a number of Hawkins’ exhibited works, he creates scrapbooks which 
he conceives as those which Hijikata would ideally have wanted to 
FUHDWH�LQ�WKH�����V��LI�KH�KDG�RQO\�KDG�DFFHVV�WR�D�PRUH�FRPSUHKHQVLYH�
reservoir of illustrations within the Japanese art-magazines that formed 
his main source for the visual materials he incorporated into his scrap-
book pages. In conversation, Hawkins commented on this process: «I 
ZDQWHG�WR�ÀHVK�RXW�+LMLNDWD¶V�LGHDV��DQG�ORRNHG�DW�LW�DV�D�ZD\�RI�EHLQJ�
KDXQWHG�E\�WKH�YRLFH�RI�+LMLNDWDª��,Q�WKDW�IRUPXODWLRQ��WKH�RULJLQ�IRU�
+DZNLQV¶�SURFHVV�RI�GLV¿JXUDWLRQ�LV�DVVLJQHG�WR�+LMLNDWD�KLPVHOI��ZKR�
LQKDELWV�DQG�KDXQWV�WKH�FRQWHPSRUDU\�DUWLVW�+DZNLQV��ERWK�FRUSRUHDOO\�
DQG�YRFDOO\�±�DV� WKRXJK�+LMLNDWD�ZHUH� VWLOO� HQJDJHG� LQ�GHYLVLQJ�DQG�
HQXQFLDWLQJ� LGHDV� IRU� SHUIRUPDQFHV�� HYHQ� EH\RQG� KLV� RZQ� GHDWK�� ,Q�
WKDW�ZD\�� WKH�FRQWHPSRUDU\�DUWLVW� LV�D�VHOI�QRPLQDWHG�³PHGLXP´�LQ�D�
spectral sense, transmitting while also perverting an original corpore-
DO�SUHVHQFH�DQG�ERG\�RI�ZRUN��as well as someone working with the 
FRQWHPSRUDU\�QDWXUH�DQG�VWDWXV�RI�WKH�GXDO�PHGLXPV�RI�SHUIRUPDQFH�
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DQG�YLVXDO�DUW��WRJHWKHU�ZLWK�WKHLU�LQ¿OWUDWLRQV�LQWR�RQH�DQRWKHU�±�HVSH-
FLDOO\�LQ�WKH�OLJKW�RI�WKHLU�FXUUHQW�H[SRVXUH�WR�XQSUHFHGHQWHG�LQVWDELOLW\��
emerging from new forms of digital media. One manifestation of the 
proliferating excess which digital media instil into Hawkins’ project is 
that digital technologies enabled him to create 150 scrapbooks for his 
exhibition, that is, ten times or more the total number of the original 
archival documents of Hijikata’s scrapbooks.

As well as working with ideas of the boundaries of collage and of 
the overhauling of performance traces, Hawkins’ engagement with the 
VFUDSERRNV�RI�+LMLNDWD�LV�DOVR�FORVHO\�ERXQG�XS�ZLWK�WKH�ZRUN�RI�WKH�
)UHQFK�ZULWHU�DQG�GUDPDWLVW�-HDQ�*HQHW�±�DQG�HVSHFLDOO\�ZLWK�*HQHW¶V�
VHOI�FRQFHSWLRQ��QRWDEO\�LQ�KLV�DOOLDQFH�ZLWK�WKH�RFFXSDQWV�RI�3DOHVWLQ-
ian refugee camps, as a «loving captive» («un captif amoureux») – a 
FDSWLYH�ZKR�VWLOO�DOZD\V�SRVVHVVHV�WKH�FDSDFLW\�IRU�EHWUD\DO��HVSHFLDOO\�
WKH�EHWUD\DO�RI�ZKDWHYHU�KH�LV�PRVW�SDVVLRQDWHO\�DWWDFKHG�WR��RU�ZKDWHY-
er most captivates him2. In the textual element of several of Hawkins’ 
VFUDSERRNV��QRW�RQO\�+LMLNDWD¶V�WH[WV�GLVDSSHDU��EXW�DOVR�+DZNLQV¶�RZQ�
WH[WV�YDQLVK��WR�EH�UHSODFHG�E\�WKRVH�RI�*HQHW��ZKRVH�ZRUN�ZDV�DOVR�
RQH�RI�WKH�SULPDU\�LQVSLUDWLRQV�IRU�+LMLNDWD¶V�LQVWLJDWLRQ�RI�WKH�©DQNR-
NX�EXWRKª�SHUIRUPDQFH�DUW�IRUP�LQ�WKH�����V��,Q�WKDW�VHQVH��WKH�¿QDO�
³WZLVW´�RI�+DZNLQV¶�SURMHFW�RI�DSSDUHQW�VXEYHUVLRQ�LV�WKDW�LW�DFWXDOO\�
creates a genealogical lineage which sustains concerns – with corpore-
DOLW\�DQG�SHUIRUPDQFH�±�DFURVV�WKH�ZRUN�RI�*HQHW�DQG�+LMLNDWD��DQG�LQWR�
WKH�FRQWHPSRUDU\�PRPHQW�

As a restaging of Hijikata’s scrapbooks and their preoccupations, 
within art-museum spaces, Hawkins’ project Hijikata Twist forms an 
expansion of the archival materials of performance cultures, but also 
LQWHUURJDWHV�WKH�SRWHQWLDO�IRU�VXFK�PDWHULDOV�WR�EH�UHGHSOR\HG��LQ�WKHLU�
LQKDELWDWLRQ�RI�FRQWHPSRUDU\�VSHFWDWRULDO�VSDFH��D�VSDFH�ZKLFK�LV�LQ-
FUHDVLQJO\�LQ�ÀX[��DQG�VXEMHFW�WR�YDULDWLRQV��VLPXODWLRQV�DQG�DSSURSUL-
ations that are also integral to histories both of performance art and of 
YLVXDO�DUWV�PHGLD��QRWDEO\�WKDW�RI�FROODJH��7KH�FRQWHPSRUDU\�SURFHVV�
RI�UHFUHDWLQJ�DQG�UHVWDJLQJ�SHUIRUPDQFH�DUFKLYHV�PD\�LWVHOI�FRPH�WR�
IRUP�D�VSDWLDOO\�ORFDWHG�act�RI�SHUIRUPDQFH��WKDW�GXUDWLRQDOO\�RFFXSLHV�

2 Genet’s book dealing with his time in the Palestinian camps is titled in French 
Un Captif Amoureux��3DULV��*DOOLPDUG��������
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D�VSHFL¿F�VLWH��DQG�VHHNV�WKHUH�WR�LQVWLJDWH�SDUWLFXODU�VSHFWDWRULDO�H[SH-
riences. Hijikata Twist�GHPRQVWUDWHV�WKH�SURIRXQGO\�WUDQVIRUPDWLRQDO��
FRQÀLFWXDO�G\QDPLFV�DW�VWDNH�ZLWKLQ�SHUIRUPDQFH�DUFKLYHV3.

3 %LEOLRJUDSK\��5LFKDUG�+DZNLQV�DQG�6WHSKHQ�%DUEHU��+LMLNDWD��'LV¿JXUDWLRQ, 
/RQGRQ��9DX[KDOO�	�&RPSDQ\��������IRUWKFRPLQJ���5LFKDUG�+DZNLQV��Third Mind, 
exhibition catalogue, Chicago, Art Institute of Chicago, 2010; Tatsumi Hijikata, 
&RVWXPH�HQ�)DFH��$�3ULPHU�RI�'DUNQHVV�IRU�<RXQJ�%R\V�DQG�*LUOV��1HZ�<RUN��8JO\�
Duckling Presse, 2015; Takashi Morishita, Hijikata Tatsumi’s Notational Butoh, 
7RN\R��.HLR�8QLYHUVLW\�������


